Giorgio Mangiamele, born in Catania in 1926, migrated to Melbourne in 1952 and constitutes a rare example of CALD involvement in the early development of Australian cinema in the post-war period. His feature film Clay (1965) was the first Australian film to be invited to enter the competition at the Cannes Film Festival. However, despite his significant contribution to the emerging Australian cinematic culture, particularly to the development of 'art' cinema, he has received relatively little recognition. Over a thirty year period Mangiamele made fourteen films as director or director/producer. His first productions-The Contract (1953), Unwanted (ca 1957), The Brothers (1958), The Spag (1961) and Ninety-Nine Per cent (1963)-present themes related to the Italian migration experience in Australia in the 1950s depicted in all its immediacy and contemporaneity as an integral feature of the existentialist condition of our times. The only Australian director consistently to deal with such themes at the time, Mangiamele focuses on the dislocation, the alienation, the loneliness and the recall of the home country that constitutes the experience of his emblematic characters struggling to make sense of a society that is in many ways unaccepting. This paper proposes to apply the concepts of liminality and temporality elabourated by Hamid Nacify (2001) to the analysis of the themes related to the Italian Australian diaspora in the films of Giorgio Mangiamele.
The first major exposure of Mangiamele' (Tuccio 2005a: 107, 108) . Mangiamele is also featured in some of the more generic studies on the impact of cultural difference in Australian cinema. Conomos (1992) , for example, considers his work as fundamental in 'reading Australian cinema in terms of its multiple representations of the non-Anglo-Celtic migrant' without specifying in detail how, why and to what extent, while Alex Castro has suggested that Mangiamele was a 'father' of 'ethnic, migrant, multicultural or non-English speaking background (NESB) film-makers' (Castro 2000: 1) of the 1990s and he presents 'a unique figure in our national cinema.' (Castro 2000: 3) . Interviews with and about Mangiamele such as Cutts (1992) , Ditessa (2001) and Tuccio (2005b) , bring to light some very interesting material but would profit from integration, cross-referencing and sifting for the occasional error of fact and/or interpretation, one specific example being Tuccio's discussion relating to the reasons behind the choice of the theme for Sapos (Mangiamele, 1982) . This paper proposes an overview of Mangiamele's cinematographic representation of the Italian migration experience in Melbourne during the 1950s and the early 1960s and to relate it to the Italian migrant experience of that time. The intended point of departure is the theoretical base proposed by Hamid Nacify (2001) . Nacify presents a discourse on the cinematographic representation of the fundamental meaning of the exile/migrant experience.
According to Nacify the sense of loss and of dislocation caused by the transition from the originating to the host country engenders representations of the diaspora by means of closed chronotopes expressed through claustrophobic images limited in space and time. Australia by assisted passage on the undertaking that they accept any work assigned to them during the first three years in the country. On arrival they find the promised work does not exist since Australia is facing a recession (see Castles and Vasta 1992:105) so that instead of a rosy future they face a struggle for survival. That said, by the end of the film there are signs that their situation is slowly improving, though thanks to their fellow Italians rather than to Anglo-Celtic Australians.
Information about Unwanted (c.1957)-screenplay by Bob Clarke, cinematography and direction by Mangiamele-is only available from press comments that appeared at the time it was produced: no copies of the film seem to have survived. This short feature was made in less than two months and is 'the simple and woeful story of an illegal migrant [John] who arrives in Australia' (Anon. 1957) . After having found work and become well integrated in his community, he meets a young and beautiful Australian girl (Margaret) and the two fall in love. Their love, however, is opposed by her parents and by Margaret's would-be Australian boyfriend Bruce, an ocker whose life vision is limited to drinking beer and betting on the horses and who, one evening when he is more drunk than usual, menaces the couple with a pistol, accidentally wounding Margaret. When the police arrive he manages to convince the couple that the wounding is John's doing (John is unable to defend himself because of his limited English) so that John is put on trial, found guilty and deported. The film, however, has a happy ending ambiguously poised between reality and illusion, strongly The Brothers (Mangiamele, 1958) won by a drunk Australian at the races after a symbolic chase. However, the dramatic confrontation between Peter and the drunk leads Peter to give up the attempt: rather than making things easier, money 'only make people worse than they are.' As a result Peter's brother will end up in jail.
Two versions of The Spag were produced although only one released. In the first version (Spag 1) the protagonist Giovanni / Johnny, a young Italian automotive mechanic recently migrated to Australia, proves to be an excellent worker but becomes the target of discrimination and abuse in the workplace. He dies in saving an Australian boy from being run over by a drunk Australian van driver: the victim is the grandson of Johnny's landlady, who has on various occasions verbally derided him as a 'dago bastard'. The version released for screening (Spag 2), tells the story of Giovannino / Tony, a boy newspaper seller who is attempting to earn money to help his mother after the sudden death of his father. Although his mother passionately desires to return to Italy, Tony wants to remain in Australia, this despite being the target of three Australian youths who display characteristics of both ocker and bodgie types, and who call him 'dago kid' and beat him. While attempting to escape from his tormenters, Tony is run over by a drunk Australian van driver and killed.
Ninety-Nine Per cent is the only comedy produced by Mangiamele (Cutts 2003) and is to some extent based on a narrative style that recalls Pirandellian umorismo (Lampugnani 2006 Taken together the five films constitute a graphic representation of the many facets of the Italian migration experience, depicted as it was unfolding, and projected beyond its surface realities. In the 1950s Italian migration to Australia was at its peak and its
protagonists not only had to face the difficulties of having to understand a new and strange environment as well as an unknown language but also of having to cope with discrimination and hostility (Castles and Vasta 1992: 104-119 ). Mangiamele depicts his migrant protagonists in situations where contact with the wider Australian community is extremely restricted, and where there is no possibility of cultural negotiation. In the main, working-class Italian migrants certainly did not enjoy the solidarity of their Australian counterparts and the minority of migrants who had trade or professional qualification found it extremely difficult, at times impossible, to have them recognized (Castles and Vasta 1992: 107) . Another problem was the severe gender imbalance (far fewer Italian women emigrated with respect to men) and the reluctance of Australian women to marry Italian men (Castles and Vasta 1992: 111, 114) . Peter's moral dilemma (it his careless display of the money won at the races that leads Peter to stalk and nearly killed him) but he is also instrumental in causing Peter to reconsider what he is about to do. In Ninety-Nine Per cent the stand-up confrontations between Pino and the drunk at the beginning and end of the film provide comic relief to 'lighten' the underlining pathos but also serves to highlight Pino's dignity and humanity. In a sense the confrontations are also implicitly critical of Australian's denigration of CALD migrants, and, specifically, constitute a counter to the derision directed at Pino by the other characters, since here it is the drunk Australian who is clearly 'inferior'.
Most of the other characters display a range of antagonistic attitudes as well as lack of negotiation towards CALD migrants, particularly in Spag 1 where hostility is expressed at a choral level. Giovanni's Australian co-workers deride him because he is a migrant, does not speak English, saves all his money to buy 'a great big house' (in reality he is also supporting his elderly mother in Italy), and because he always eats spaghetti; the landlady, her grandson and other inhabitants of the boarding house all deride him because he is a dago. Relatively few characters display willingness to assist the migrant in coming to terms with Australia.
The English teacher and the nurse in Spag 1 display some understanding of Giovanni's difficulties but do not do anything concrete to help him. It is the 'educated' Australians in
Spag 2 who are favourably disposed towards Tony. Mr James, the elderly landlord, always provides a friendly greeting and sometimes a tip (although never invites him into his house) while Tony's friend John (Spag 2), a university student, teaches him English, talks about Australia and Italy and attempts to protect him against the three bodgies.
It can be argued that the most dramatic and striking of Mangiamele's migrant films are the two versions of The Spag. They provide a powerful visualisation of migrant alienation and marginalisation in Australia's inner-city areas. Spag 1, in particular, universalizes
Australian attitudes towards CALD migrants in a highly critical manner. Both versions explore the potential for the development of brotherhood between Australians and CALD migrants which is however impeded by the presence of 'bad' elements that exclude the migrant, blocking any possibility of integration to the extent that both versions conclude with the death of the protagonist, signifying total exclusion.
Lampugnani claims that Spag 2:
[…] can be read on two levels: on the one hand the mimetic appraisal of the migrant's encounters with persecution, xenophobia or at best an apparent and superficial attitude of tolerance and, on the nosographical plane, the dream-like phantasy sequence of acceptance (and remorse) following the protagonist's death which may be identified with a conscious obsessive yearning for fulfillment on the biographical plane. (Lampugnani 2005: 59) The case for a 'phantasy sequence of acceptance', if applied to the Australian characters, is somewhat problematic, since in both versions the protagonists are finally and utterly excluded by death and, despite generally displayed remorse, Giovanni's body is left alone on the asphalt, while it is John alone who bears the lifeless body of Tony. In both versions
Mangiamele posits the ideal of a universal brotherhood among people united by a common humanity notwithstanding differences of race, culture and language, a theme poignantly highlighted in the voiceover to the final scene of Spag 1:
[…] he wasn't a useless man, he had much to live for […] You call him a dago but he was a simple migrant. A man like you are a man and whom nobody tried to understand or give a helping hand, only because he couldn't speak your own language. Yes, he had much to live for like every human being.
It is impossible, however, to achieve universal brotherhood in the temporality of Australia in the late 1950s / early 1960s. So whereas only five years after The Spag the antithetic and highly successful They're a Weird Mob broadcast its unrealistic message of easily and instantaneously achieved assimilation, for Mangiamele assimilation is a much more difficult and complex matter. Tony (Spag 2) is unhappy when the tickets for the return to Italy arrive.
He seems more disposed to integrate than Giovanni (Spag 1) for whom, despite his attempts to fit in as best he can, integration is 'impossible' (see the scene with the English teacher) since he feels rejected by Australians who do not consider his humanity equal to theirs (thus demolishing the myth of Australian egalitarianism).
It seems somewhat strange that Lampugnani did not also analyse the first version of
The Spag. Where Spag 2 contains conciliatory and hopeful overtones, Spag 1 presents a much more articulated critique of Australian society and its absolute refusal to accept the 'other'.
There are, however, quite precise, even indispensable links between the two versions as well as with the other migrant films. These include close-up techniques in the images of temporality, in the claustrophobic depiction of space, and in the physical and psychological barriers that prevent the CALD migrant from participation. In both versions temporality is expressed through a strong sense of transitoriness. Giovanni's job is precarious-he is dismissed very easily-as is also his attendance at English language classes. There seems to be no real effort to help him with his learning difficulties-bearing in mind that Giovanni would probably have received only a very basic school education in Italy-and the room he rents seems transient in a temporal sense. Tony's time in Australia also has a transient quality given that he and his mother will be provided with the chance to return to Italy despite Tony's desire to remain in Australia. His work as a paper boy also seems precarious given the harassment by the three bodgies. In the final analysis temporality is strongly marked by the moment in which the spaghetti is thrown to the ground, a moment that foreshadows the protagonists being thrown to the ground in the finale: they are destined to remain in Australia Although O'Regan (1996) Among the new wave were Ettore Siracusa, whose career as a film-maker began by working with Mangiamele, and Monica Pellizzari, who came to Mangiamele for assistance in the early stages of her career (Mangiamele 2006b ).
